Abstract: Age and ageing can be felt as negative occurrences. For monuments however, old age is traditionally considered to be a positive quality. Without a certain age the nomination of monument hardly applies. Ageing can be seen as the work of time, which has always been valued: ageing was sometimes even artificially induced in the past. In this paper we will discuss the meaning of ageing in monumental buildings. The fact that in the case of interventions in monuments a perpetual service life is strived for, but restoration ethics clearly put limitations on what can be done, can lead to dilemmas and can make it difficult to take decisions. Cases will be discussed to derive at some criteria to base interventions upon, seeking a balance between mere preventive conservation and rejuvenating practices.
Introduction
Ageing is often felt as a scaring and negative process. For monuments, however, old age is traditionally a positive quality: without being of a certain age, a building will hardly be listed as a monument. Ageing and patina are concepts whereupon many discussions in the field of architectural conservation focus. One of the first questions to be answered concerns the meaning of ageing and patina.
Ageing of monuments is a natural process, which may result in the formation of patina. A definition of ageing is 'the process of growing old or developing the appearance and characteristics of old age' [1] . Patina can be also considered the result of a chemical transformation of the surface (only) of the material. As a general term, patina refers to the change in an object's surface resulting from natural aging [2] . The removal of the patina needs careful consideration, as it can lead to the obliteration of the traces of time. Ageing could be accelerated by exogenous decay processes -like salt or frost damaging mechanisms -affecting the cohesion of the materials of a monument. A decay process can also develop inside the ancient materials, enhancing their ageing dramatically, without any environmental aggression. This is the case of creep, affecting the structural strength of the building. Ageing due to damaging processes is obviously unwanted, and should be hindered. One could further wonder whether an aged look could even be desired, and patina could be artificially created. Talking about paintings, the discussion on the wanted patina is centred on the procedures assumed to be used by old masters to give their colours homogeneity, to start with Apelle's 'atramentum' reported by Plinius [3] . Stone statues and façades could be treated as well, which should be considered when intending to clean. In the case of a painted masonry, the colour will also alter as a result of ageing, which means that different materials will show different signs of ageing.
Some cases of ageing will be commented aiming at discussing the meaning of ageing and extracting some values to refer to when confronted with the dilemma: allow ageing or intervene? and also with the extension of the intervention. We will start with a ruin, an extreme case of ageing, to further tackle the problems of the extent the thoroughness, and the envisaged result of cleaning and restoration actions. How to approach problems of restoration is a complex matter. In his Teoria del Restauro, first published in 1963, Cesare Brandi, director of ICR (Central Institute of Restoration) founded in 1939 in Rome, faced most problems, which have been debated up to the present day. It is therefore interesting to recall some of his principles in our discussion of the cases, to see whether they can be referred to, in the light of the present quest for a new balance between young and old. A ruin is any object witnessing human history, even though not having preserved its original form, which may be even hard to recognize. In the case of the Castle of Asten (the Netherlands) [4] , only a ruin remains, which however shows interventions made in different times. The castle dates back to 1430 ca. and went through transformations in the course of time, the latest concerning the fantasy interventions of baron Clemens van Hövell tot Westerflier in the XX cent.. The current attitude is to keep each addition to the original body, even the most recent one, dating to the first decennia of the XX cent., because it is perfectly recognizable as such and provides for added historic value to the object. The initial form of architecture at the moment of its creation, should be no longer re-created, but all its components should be maintained as expression of different techniques and craftsmanship belonging to different historic phases. From the hand moulded brick to the concrete, from the lime mortar to mortars containing cement, all materials and techniques are individual expressions of historic periods, and all have withstood time in a different way. The orange bricks, originally meant for interior spaces and presently exposed to the environmental agents, suffer from the exposure, other than other than the darker bricks. The masonry of the XV cent. construction still shows a rather good state of preservation. Some maintenance needs to be done making re-pointing and solving the problems related to water penetration. Rather than the preservation of the original form and aesthetical value of the castle, the preservation of its historical value can be achieved by preventing restoration, that is to say trying to maintain the status quo [5] . Also the environment, the countryside the castle lies in, if kept untouched, will provide the monument with the natural space, which is necessary for its appreciation. A new aesthetic value will derive. The Foundation in charge of the building has decided to leave the ruin as it is, without integrations, and limiting the interventions to the essential, like substituting the pointing where necessary, which can be described as the conservation of the materials in their current state. Even the vegetation is meant to be maintained, that is to say to be left growing onto the walls, only preventing it from becoming too heavy and inducing local collapse. This is an interesting approach, which is not aimed at guaranteeing the ruins eternal life and can be even called romantic. We would maybe act differently if the ruin was an old Roman excavation. The point would be then, how to preserve it? Preserving the 
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history involved in the ruin could also suggest a solution like the creation of a structure enclosing the ruin, as was done in the case of the Museum of the Roman Baths in Heerlen (the Netherlands). The ruin would be separated from its historic environment and inserted in a new, artificial one. This is the alternative to Brandi's 'preventive restoration', as pointed out by Urbani [6] , who concludes noting that Brandi's theory is rather than a conclusive work, an opening to the future of restoration. The case of the ruin is an extreme one and we are often confronted with the problems concerning the preservation of the historical and aesthetical value of a monument still having its unity, even though its original form could have been altered by interventions. Keeping the building with the traces of the passage of time is a matter of careful analysis of each case. Only a thorough study of the monument and the message attached to its forms, could guide a good intervention.
San Marco's Campanile in Venice (Italy)
As mentioned above, certain damage mechanisms can enhance ageing dramatically. The following case of creep is pointed to as an example of ageing, finally leading to loss of the original form of the object. The campanile (bell tower) of San Marco in Venice was constructed between 1156 and 1173. If we compare the sudden collapse of the San Marco bell tower on 14 th July 1902, with more recent disasters like the Pavia tower, for which creep has been assessed as the major cause of failure, we may assume that a similar phenomenon may have occurred in Venice with San Marco's bell tower. Creep is a form of ageing. Within a few years after the collapse it was decided to reconstruct the tower, and a new one was erected with the same proportions and materials as the one that collapsed ('as it was' and 'where it was') in 1912.The order of magnitude of creep of historic masonry, can be considerable and may therefore be a serious problem [7] . Creep in compression, due to dead loads, generally leads to (deep or trans-sectional) vertical cracks. This type of damage (passing through cracks) is typical of slender structural elements like stone or brickwork columns and piers and of heavy but tall structures like towers (and heavy structures as to be found for example in ancient churches). It may develop in a relatively short or very long time, depending on the brittleness of the material and is due to the creep behaviour of the material when stressed beyond the elastic limit. Cracks can propagate very slowly for decades or even centuries, but in the end, if the phenomenon is not stopped, the element or structure can suddenly collapse. San Marco's tower can be considered as a fundamental part of a historic site. The loss of this tower meant therefore that something similar had to come in its place. Also Brandi points at this reconstruction as a way of re-establishing a unity, however arguing that what was originally there and was lost cannot be revived: a copy is both a historical and an esthetical falsification, unless made for didactical purposes [5] . In the case of Venice the essential missing element was a vertical body.
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Nowadays' tower is, except for the materials, maybe too much a copy of the lost one, which points at a re-creation. One could however argue that the time elapsed between collapse and re-erection was so short and the shock on the involved community so big, that this reconstruction might be justified. The problem of where to stop in a restoration process was faced in the following cases of cleaning and restoration. The relevance of the buildings and their representative function explain the broad discussion originated. Within the framework of the activities around the (approaching) Jubilee Year 2000 having as object Rome and its buildings, the façade of St. Peter's was restored. The surfaces were not only cleaned but also painted in the colours originally chosen by Maderno, the architect who extended the basilica designing nave and façade. Differently from many other cases, the colours were the means to almost theatrically create a depth in the façade, letting the white columns emerge, whereas the surface behind, in the nuances of tobacco -ochre, recedes. Maderno solved thus the problem of the deviation from the design of Michelangelo's church and façade re-establishing the form of the temple in an almost Baroque way. In this case, the restitution was not merely meant to go back to the original colour given to the materials in contrast with the ageing process, but aimed at finding back the unity and meaning of the creation. Being such a prominent and symbolic building, the restoration of St. Peter's divided scientists and general public into two fronts of supporters and opponents of the chosen approach. The party against the restoration would use the argumentation that going back in time is not only historically but also aesthetically incorrect, even though it could be demonstrated that traces of brown colour had emerged after removing the dirt layer, brushes had been bought at the time of Maderno, and a painter had been paid for colouring the wooden model of the façade to show how the final effect would be. Too many façades in Rome, was said, have been restored in the last decennia going back to the original light, pastel colours, instead of keeping the ochre-red shade, which has become the dominant colour of Rome in the course of time. Moreover the opponents found the context important, and that the colour of the façade should be matching the colours of the buildings of the area. A last problem was psychological or maybe emotional, and consisted in the difficulty people have to adjust to changes. All mentioned elements needed to be taken into account and weighed against the elements in favour to reach a well-balanced and well-argued decision. The Dutch Government Building Agency aims at achieving well-conceived restorations based on the respect for the traces of time [8] . Facing the problem of the removal of the patina formed on natural stone, an interesting approach was chosen for the restoration of the façade including marble reliefs of the main pediment, of the Royal Palace in Amsterdam, originally built as the town hall of the city (1648). Like St. Peter's for Rome, the Palace is a prominent building for Amsterdam and the Netherlands, as testified by the genuine amazement of contemporaries like the poet Vondel, who named it 'the eighth world wonder'. The masterpiece of the great Dutch architect, Jacob van Campen, the building showed his interpretation of the Classical architecture, and was the symbol of the power of the city of Amsterdam during the Dutch Golden Age, and is presently the most important Royal Palace of the Netherlands, which explains why its conservation has become the subject of a widespread controversy. The final result can be described as a well-argued restoration, aware of the importance of the perception [9] . One important characteristic of the Palace is that its façade is made of sandstone, in a country where, due to the scarce availability of natural stone, the traditional building material is brick and only the most relevant buildings are cladded in natural stone. In Carrara marble were carved the sculptures of the pediments of both front and rear façade. Both natural stone types had undergone ageing, resulting in a patina on the stone and local staining. As far as the relief of the front façade is concerned, this was considered disturbing and hindering a thorough appreciation of the features of the work of art. The condition of the façade was perceived as shabby and neglected, within the context of the Dam square and the surrounding buildings. The main problem was how to clean the stone. Going back to the original colour of the stone, removing all traces of time, would mean to consider time as reversible, forgetting the historical instance [5] . Besides, it was not clear how Van Campen had intended to make the stone blocks look more homogenous, whether he wanted them to be painted, following a common practice, or oiled, as it was proven to have been the case in 1689.
The blocks had originally been tooled and this was a relevant aspect to be maintained, because all parts originally formed a unity. Also the cleaning technique was a matter of discussion, considering that the materials used were different, even the sandstone was of two types, Obernkirchen and Bentheim, which have different (ageing) characteristics, and the technical state of conservation of the stone could be critical [9] . The most suitable technique was chosen on the basis of a study and tryouts. It was decided to limit the intervention to a minimum, and not to remove all traces of patina, as not only the colour but also the texture would have been otherwise affected, and look artificially and awkwardly 'young'. Therefore, it was considered necessary. Guiding principle was that any intervention needed to be reversible and its effect should not vary in relation to the stone it was applied upon [8] . In the case of poor quality of some of the stone blocks, repair work with a repair mortar was carried out; re-pointing was done when necessary. Back to the colour, the contrast was sought between sand stone walls and marble decoration of the main pediment, that had been regularly painted with a 
limewash until the XVIII cent.. The cleaning and local consolidation have been preceded and followed by a thorough documentation campaign aiming at testifying the state of the materials before and after the interventions. Concluding, the idea of undisturbing was introduced, concerning the extent of the cleaning process. Leaving the patina was unacceptable, however too light a colour of the stone would have been disturbing. The removal of patina was therefore not integral, leaving some traces of its respectable age, and stone parts being too light (for example due to later replacement) were made a bit darker, making the overall aspect of the façade better readable, but still ancient in aspect and homogenous in colour. Most outspoken was the cleaning of the pediment in Carrara marble, for which readability was the main aim and which is now again looking 'as new'. Still the problem was not to go back to the origin of the creation, but to make it readable.
Each case is different, still we can say that a general well-considered approach should not be aimed at going back to the moment of the creation of the object, cancelling the time which separates us from then, but should also not neglect the unicity and significance of the monument. There will be cases, like the façade of the St. Peter's, where the final result could be felt as rejuvenating, even though, the restitution of colour means restitution of depth, of a vision on architecture as modern, for the time, as it could be. Already in 1978, Brandi agreed upon the necessity of cleaning the façade of St. Petronius in Bologna [10] not only justified by the damage to the materials, but especially by the fact that the deposition layer on the surface hindered the appreciation of the two main colours of the stone used in the façade, which had become monochrome.
Discussion and conclusions
Ageing and service life are closely connected with all buildings and building materials. Whenever a building does not fulfil its function anymore, or does no longer possess esthetical qualities, the end of the service life approaches and demolition is about to come. A monument is a different case, we want to keep it and we tend to strive for a kind of perpetual service life [11] . The question is then: may the monumental building show its age? And the answer to that is not 'yes' or 'no', it is not black or white. If all buildings and all building materials age, then also monuments do. The difference is that in ordinary buildings it is easy to decide on either maintenance and face-lifting or in the most extreme case on demolition, depending on the taste and the wish of the owner.
In case of (listed) monuments, instead, there are many more people that may decide on a suitable approach, and there is no rule, at least no fixed rule; only demolition is normally impossible or at least only allowed when safety is severely endangered. The opposite, that is to say 'reconstruction' or rather a complete 're-creation', however, is also possible, even though severely debated, as mentioned in the case of San Marco's bell tower. 'Don't touch any of my wrinkles it took me ages to get them' actress Anna Magnani told her makeup artist. Growing old gracefully [12] . This has been the attitude shown by Dutch and other EU heritage authorities towards ageing of monuments for a long time. Nowadays things tend to change as awareness has grown that a monument is at least not fully comparable with the human body. The most important restoration of the past ten years in the Netherlands, that of the Royal Palace in Amsterdam, introduced concepts like undisturbing, for making too light parts a bit darker and too dark parts a bit lighter, thus leaving some traces of its respectable age, while making the overall aspect of the façade more equilibrated and better understandable and consequently enjoyable. More outspoken was the cleaning of the pediment in Carrara marble, for which readability was the priority and which is now looking 'as new', showing that even within the same monument, different parts could require a different approach The choice needs to be supported by a qualified and well balanced judgement, allowing to act respectfully towards old age, because, as Brandi pointed out, no universally applicable solutions exist.
